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Section 1: Introduction 
As one of the most frequently read, studied, and discussed authors in English 
literature, Jane Austen and her body of work have undergone intense critical and literary 
scrutiny. Although scholars have come to a variety of conclusions regarding Austen’s 
popularity and the question of her literary merit, they have commonly cited her 
observational prowess as a source of her novels’ success. In fact, critics have, on 
occasion, gone so far as to reduce her authorial merit to her power of observation, as 
evidenced by a March 1818 review in the British Critic, stating, “[Austen’s] merit 
consists altogether in her remarkable talent for observation; no ridiculous phrase, no 
affected sentiment, no foolish pretension seems to escape her notice” (81). The review, 
which was written in response to the posthumous publication of Northanger Abbey and 
Persuasion, also frames her later work as representative of her credibility, writing, “With 
respect to the talents of Jane Austen, they need no other voucher, than the works which 
she has left behind . . . .” (80). The review’s established link between Austen’s last works 
and her proclivity for observation is not without just cause, especially in regards to 
Persuasion, which “possesses that superiority which might be expected from the more 
mature age at which it was written . . . .” (Whately 102). Austen does not, in Persuasion 
or her other novels, employ the level of detail that one would expect of a high-realist 
novel, as seen in Henry James’s Washington Square or George Eliot’s Middlemarch. The 
perceived absence of description in Austen’s work has been frequently commented upon 
by critics, including George Henry Lewes, who wrote, “[Austen] seldom describes 
anything, and is not felicitous when she attempts it. But instead of description, the 
common and easy resource of novelists, she has the rare and difficult art of dramatic 
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presentation: instead of telling us what her characters are, and what they feel, she 
presents the people, and they reveal themselves” (157). However, this is not to say that 
Austen was incapable of using detail; rather, as written in the 1885 article, “Style and 
Miss Austen,” “[i]t was her possession of the qualities of condensation that made Jane 
Austen what she was.” According to this review, “Condensation in literary matters means 
an exquisite power of choice and discrimination – a capacity for isolating from the vast 
mass of detail which goes to make up human life just those details and no others which 
will produce a desired effect and blend into one clear and harmonious whole” (M.A.W. 
185). Thus, rather than being completing devoid of particulars, Austen’s novels simply 
incorporate only the most significant details and descriptions.  
 Aside from evidence left in her novels, Austen’s communications also support her 
awareness of and approach to detail. This is particularly evident in a letter written to her 
niece, Anna Austen, providing feedback on her draft of a novel, in which Austen states: 
“You describe a sweet place, but your descriptions are often more minute than will be 
liked. You give too many particulars of right hand and left” (331). Thus, in her own 
words, Austen is critical of extraneous detail, and it is with these “particulars,” as she 
refers to them, that my research begins with Austen’s final novel, Persuasion.  
 Of Austen’s last novel, Virginia Woolf wrote, “There is a peculiar beauty and 
peculiar dullness in Persuasion” (281-282). Woolf’s assessment perfectly encapsulates 
the novel, which follows its heroine, Anne Elliot, as she grapples with her past upon 
reuniting with her former fiancé, Captain Wentworth. Although the novel follows the 
rekindling of their relationship, much of its “action” occurs internally, as the majority of 
the novel is oriented around Anne and her observations and interpretations of the social 
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gatherings surrounding her. Anne stands unique among Austen’s heroines, not only for 
the fact that she is often cited as “one of the most beautiful female characters ever 
drawn,” if not within Austen’s canon, but also in regards to her social marginalization 
due to her age and marital status (“Novelist” 111). Although many of Austen’s heroines 
grapple with societal prejudices in regards to wealth and social connections, including 
Elinor and Marianne Dashwood and Elizabeth Bennet, Anne is singular in the extent of 
her social marginalization, both interpersonally within her family, where she is largely 
ignored and underappreciated, and more broadly in society due to her marital status. As a 
result of this isolation, as well as the orientation of the novel around Anne and her 
thoughts, the novel is largely told through her observations of others. This is particularly 
true of Captain Wentworth, of whom, according to Richard Whately, Anne is able to 
“instant[ly] [comprehend] of all his thoughts, of the meaning of every glance of his eye, 
and curl of his lip, and intonation of his voice” (103). The significance observations such 
as these play in Persuasion is further explored in Between Self and World: “The action of 
Austen’s novels revolves around reading or interpreting others’ sentiments, and reading 
others’ thoughts turns out to be such an absorbing process because the natures of 
Austen’s protagonists are only gradually revealed over time” (Thompson 104). Thus, 
Persuasion is largely dependent upon observation and Anne’s “readings” of her social 
environment, not only as a means of examining the characters that surround her and 
furthering the plot, but also to arrive at a comprehensive understanding of Anne herself.  
 Although the novel slowly builds to the rekindling of Anne and Wentworth’s 
romantic relationship, the plot acknowledges the residual affection that lingers between 
them early in the novel, beginning in Chapter 9. Prior to this chapter, Anne is met with 
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passive aggression and critique from Captain Wentworth, who still feels jilted by the 
dissolution of their engagement eight years prior, a fact that becomes especially evident 
when he comments that Anne had been “so altered he should not have known [her] 
again” (54). As a result, the events of Chapter 9 between Captain Wentworth and Anne 
take on greater significance, as they chronicle one of the first instances in which 
Wentworth and Anne meet in a relatively private environment, acknowledge one another, 
and, to some degree, interact. In this chapter, they meet upon Wentworth’s inquiry after a 
mutual acquaintance at the home of Anne’s sister, Mary, where Anne is visiting. In this 
scene, Anne is kneeling as she tends to her older nephew on the sofa, at which point her 
other nephew attempts to climb on her back and refuses to get down, despite her 
entreaties.  Captain Wentworth proceeds to remove the boy from her back and continues 
to entertain him afterwards – a significant gesture not only in its physicality, but also due 
to Wentworth’s exhibited concern for Anne’s comfort, in spite of their tumultuous past. 
In the aftermath of this gesture, Anne is emotionally floored, as Austen explores in the 
following passage: 
Her sensations on the discovery made her perfectly speechless. She could 
not even thank him. She could only hang over little Charles, with most 
disordered feelings. His kindness in stepping forward to her relief, the 
manner, the silence in which it had passed, the little particulars of the 
circumstance with the conviction soon forced on her by the noise he was 
studiously making with the child, that he meant to avoid hearing her 
thanks, and rather sought to testify that her conversation was the last of his 
wants . . . . (72) 
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This passage is significant both broadly, within the context of the novel, and more 
specifically for its phrasing. Due to Persuasion’s orientation around Anne and her 
thoughts, it is largely a novel of inaction, in which few actual events propel the plot. 
Rather, the novel is concerned with Anne’s musings, which are stimulated by her reading 
of mundane life, everyday social engagements, and the occasional “event,” such as 
Louisa Musgrove’s accident in Lyme. Thus, Wentworth’s removal of Anne’s nephew is 
the first real happening of the novel. In this way, this passage serves as a catalyst within 
the story, as it is the first indicator from Captain Wentworth that he might still harbor 
affectionate feelings for Anne, despite his relatively passive and icy air upon seeing her 
again. The passage is also indicative of the novel in its illustration of Anne’s passive 
participation. When Wentworth removes her nephew from her back, Anne does not see it. 
In fact, she is not even aware of who removes her nephew until she hears Wentworth 
entertaining him. Instead, Anne simply feels an absence of weight once her nephew has 
been lifted from her. Thus, even in a moment of consequence, Anne is effectively 
passive. 
 Aside from the general importance this scene represents within the novel as a 
whole, this moment, when singularly observed, is only consequential as a result of its 
details or “little particulars,” as they are referred to in the passage. Within the passage 
itself, the “little particulars” refer to the details and context surrounding the interaction – 
or non-interaction – between Anne and Wentworth. Thus, the “little particulars” are what 
allow this moment to take on its significance in regards to Anne and Wentworth, as they 
slowly begin to revive their relationship in the chapters that follow.  Given the gravity of 
the little particulars in this passage, as well as Austen’s tradition of observation and 
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relatively rare deployment of detail, this passage points to little particulars as a topic for 
further research and study. In order to have a more comprehensive understanding of 
Austen’s use of little particulars in her writing, I decided to use her first and last 
published novels, Sense and Sensibility and Persuasion respectively, for my subjects of 
study.   
In Between Self and World, James Thompson discusses the role of detail within 
the structure of a novel:  
 On the one hand, novels are supposed to satisfy our insatiable appetite for 
the material detail of everyday life, and, on the other hand, such detail is 
supposed to serve the greater purpose of meaningful structure. That is to 
say, the novel is said to offer a (relatively) random or ordinary sample of 
material existence, as a representation of life, yet that representation is 
also an interpretation of life, an ordering of these data into an 
apprehensible or sensible whole. In short, novels must be familiar and 
novel at the same time, for they must present ordinary life in extraordinary 
form: the inherent disorder of detail must be made meaningful. (20) 
Although Austen veered from realist tradition in her deployment of description, the 
details she does include represent an organized system that, as Thompson suggests, is and 
makes that which is signified “meaningful.” Using the methodologies discussed in 
Section 2, I found that these details or “little particulars” accomplish this task in the form 
of objects, items, gestures, and other specific, observable details. Through these forms, 
little particulars function either as an extension of or a form of metonymy for a character 
or relationship in Austen’s work. As such, little particulars fit within the critical discourse 
 9 
regarding Austen’s approach to description, of which it was written, “if to this temper of 
self-restraint you add the imagination which seizes at once upon the most effective image 
or detail and realises at a glance how it will strike a reader, . . . you have arrived at the 
component parts of such a gift as Jane Austen’s . . . .” (M.A.W 185-186). Thus, little 
particulars are these “effective” details through which Austen conveys her characters.  
Although little particulars may appear similar to a metaphor, they differ in their 
temporality, as they tend to be singular and transitory, only appearing once in a text with 
little attention called to them by the text’s narrator or other characters. Thus, little 
particulars, unlike metaphors, generally occur with little fanfare, emphasis, or repetition 
in the novels. Little particulars are also frequently linked to the protagonists of Austen’s 
novels, due to their third person limited perspective, which employs an objective narrator 
that primarily, though not exclusively, aligns with the thoughts and knowledge of the 
main character(s). As such, little particulars must be, in some capacity, observable to the 
protagonist(s) of Austen’s novels in order for them to be noted.  
 After recording and coding the little particulars found in Sense and Sensibility and 
Persuasion to produce my working definition, I determined that little particulars fall into 
four categories in Austen’s work: chattel, costuming, numerical, and relational. Chattel 
little particulars tend to be the most common category, as they are found in the form of 
objects that are (usually) physically present in a scene, making them easily observable. 
However, chattel little particulars can also exist as a form of desired property. Thus, the 
ownership, desire for, or observation of a chattel little particular can determine the 
character(s) it is associated with. For example, in Persuasion, Anne’s sister Mary is first 
introduced while sitting on what is described as a faded sofa, that, while once 
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fashionable, has aged due to time and wear by her family. This object is highly 
representative of Mary, who, despite her privileged social background and assets, has 
grown to be quite unlikable and whiney as a result of her attention-seeking tendencies 
and her inability to discipline her children. Thus, the sofa, in illustrating an artifact that 
has not stood the test of time, functions as a form of metonymy by giving an accurate 
impression of Mary upon her introduction in the novel (33).   
 Although they can overlap with chattel little particulars, costuming little 
particulars are distinct in that they are garments, accessories, or characteristics that are 
observed on a character’s person. Thus, a costuming little particular can be a person’s 
clothing, jewelry, or a specific physical feature. While costuming little particulars are 
frequently associated with the person on whom they are found, as seen with Mrs. Clay’s 
teeth and freckles in Persuasion, they can also be more indicative of the person who 
observes and, often, critiques them, as evidenced by Marianne’s assumption that Colonel 
Brandon must desire or own two flannel waistcoats in Sense and Sensibility. In this case, 
Marianne is critical of Brandon’s age and demeanor by suggesting that he needs two 
flannel waistcoats, which are, in her mind, symbols of age and infirmity. However, 
Marianne’s interpretation of these objects and Colonel Brandon is not an objective fact. 
Rather, Marianne’s opinion is more indicative of her personality, in that it displays her 
presumptuousness and her lack of knowledge and maturity regarding age.  
 Numerical little particulars are the most easily observed category from the 
standpoint of a reader, as they are simply numerical and, frequently, monetary figures 
that speak to a character and their social station. This category is of particular 
significance in Sense and Sensibility, in which distinctions in wealth function as a driving 
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force for much of the novel’s narrative. As such, numerical little particulars serve to 
classify characters in regards to where they fall on the socioeconomic ladder. 
Consequently, these statuses can hinder a character, as seen with Elinor and Marianne 
Dashwood, by determining the lifestyle he or she may lead and the people he or she can 
socialize with. As a result, numerical little particulars not only provide much insight into 
characters and those who scrutinize them, but also implicitly propel the novels 
themselves. A prominent example of a numerical little particular occurs in Sense and 
Sensibility, when Edward Ferrars loses his fortune as a result of his relationship with 
Lucy Steele. In this passage, it is said that Edward goes from a presumed inheritance of 
30,000£ to a relatively meager fortune of “only two thousand pounds of his own” (137). 
Thus, this little particular represents Edward’s downward social mobility and his 
financial resituating in relation to other characters in the novel.  
 While three of the four categories of little particulars are generally tangible, the 
final category, relational little particulars, is more immaterial and complex. This category 
of little particulars refers to observable, nonverbal gestures and facial expressions that are 
indicative of the nature of the relationship of those involved (i.e., the actor(s) and the 
observer). Because relational little particulars rely on physicality and timing, in that a 
character must observe and “read” a relatively quick and unassuming action performed 
by or with another party, they are the most difficult to record and analyze due to their 
lack of concretization. Furthermore, this category of little particulars is distinct from the 
other three, in that, while the others only require passive engagement from characters for 
them to be associated with a little particular (e.g., by wearing a certain garment or 
discussing a specific object), relational little particulars rely on embodied and active 
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engagement from two parties, either optically (e.g., through the observation of a facial 
expression or eye contact), spatially (e.g., someone’s physical location in relation to 
another’s), or kinesthetically (through touch). As a result, relational little particulars often 
occur in the form of gestures, as seen in the foundational little particular found in Chapter 
9 of Persuasion with which we started. Another example of a relational little particular 
can be found in Sense and Sensibility, when, at a social gathering, Willoughby takes his 
“usual place” between Marianne and Elinor, which illustrates the figurative chasm he 
creates in their relationship due to Elinor’s apprehension and disapproval regarding his 
and Marianne’s courtship (65).   
 In my initial coding of the little particulars in Sense and Sensibility and 
Persuasion, I determined that they necessitate and favor certain textual conditions. For 
example, little particulars are always found in mixed text that incorporates both narrative 
and dialogue or in reflective dialogue that mirrors these conventions. This is likely due to 
the fact that little particulars frequently arise in scenes that are grounded in dialogue, but 
also require the critical eye of a narrator in order to have significance attributed to them. 
Little particulars also frequently occur when a meaningful and extended change of space 
occurs within a novel, such as the Dashwoods’ move from Norland to Barton Cottage in 
Sense and Sensibility. Similarly, little particulars can also predictably be found with the 
introduction or reintroduction of a character. This is likely due to the fact that each of 
these events signal change and, thus, necessitate a little particular to bolster the 
impression of those who are newly encountered. While my initial coding did suggest a 
certain correlation between little particulars and characters at times of change in the 
novels, it did not indicate whether or not little particulars were employed for certain types 
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of characters over others. This became a central inquiry for the broader comparative 
analysis of the novels’ little particulars that followed.  
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Section 2: Methodology 
 Throughout the past fifty years, the supposed crisis in the humanities has been at 
the forefront of discussion within academia. Although there are differing opinions on the 
existence and causes of this crisis, it is difficult to deny the statistics involved. According 
to Richard Wolin, between the 1960s and 2007, the number of students majoring in the 
humanities dropped from “approximately 18 percent . . . to 7 percent.” Debate rages 
about whether or not this drop and a similar decline in the number of humanities 
positions at universities are due to a societal and economic shift, in which a humanities 
degree no longer equates to a living wage, or if the humanities no longer appeal to or 
serve the needs of the modern student.  
 Although definitive answers to this debate are unlikely, it has not stopped many 
scholars from offering solutions to this issue, one of which is the digital humanities. The 
digital humanities are frequently used “as part of teaching research, and creative 
expression,” though the term’s exact definition still remains elusive due to the field’s 
ongoing evolution (Carter ix-x). However, one key aspect of the digital humanities 
originates in the concept of digitized datasets, which make analysis possible and allow 
scholars to “see . . . information much more broadly and in effect, differently” (x). While 
definitions of this field differ, it is commonly framed as either a pedagogical 
enhancement or “a more specialized manner of tool creation and authoring . . . 
associate[d] . . . with humanities computing” (x-xi). For the sake of my research, I 
approached the digital humanities as a combination of these two definitions, in which 
modern tools and technologies are used in humanistic inquiries in order to stimulate 
newfound perspectives and interest in the field.  
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 Although the digital humanities are employed in a variety of projects, the tools 
and methods frequently used include coding and data analysis through visualizations. 
These were also the practices that I used to begin my research. Towards the beginning of 
my study, I attempted to track the words “particular” and “particulars” in both Sense and 
Sensibility and Persuasion. While these terms are used frequently, at 46 and 16 respective 
occurrences, they were not closely related to little particulars or details themselves, aside 
from the original little particular found in Chapter 9 of Persuasion. Thus, I had to take a 
more subjective approach to tracking and coding little particulars. By analyzing the 
original little particular, I was able to compose a tenuous framework for what a little 
particular would look like in a text. According to this example, a little particular would be 
a relatively small, but highly specific detail. Furthermore, the detail’s specificity would 
seem unnecessary or out of place, given Austen’s general lack of description, thus 
suggesting a greater significance and purpose. In other words, the detail would appear to 
be distinct in the text, though for, seemingly, no apparent reason. Admittedly, this aspect 
of my research was an inexact science, as different readers might have noticed a variety 
of details. This fact also revealed one of the challenges that one encounters within the 
digital humanities, as these more objective, quantitative, and data-driven methods can 
often not be perfectly applied to inquiries that necessitate the highly subjective readings 
of texts. Despite the portion of details that I may have missed due to this element of 
subjectivity, the coding of my data still illustrates that little particulars are relatively 
systematic in regards to their typology, distribution, and occurrence. 
Once I had completed my data collection and recorded the little particulars 
according to location (i.e., chapter and page number) as well as the character(s) they were 
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associated with, I began to look for similarities in their form, function, and incidence 
within the text and the novels more broadly. The first aspect of little particulars that I 
noticed was their function, as they all illustrated the characters they were associated with. 
They were also found in similar conditions, as they all existed in mixed textual style and 
in moments of change in the novel (i.e., towards the beginning or middle of the novels, 
when the plot is usually at its most active), usually upon a shift in location or with the 
introduction of a character. I then began to draw connections between their actual forms, 
which led me to establish, what seemed to be, naturally occurring categories given that 
the numerical and relational little particulars were wholly unlike the other two categories. 
This left me to distinguish chattel and costuming little particulars from each other, which 
was ultimately a simple distinction to make, given the location of the latter on a character 
in the form of a garment or accessory. Once I had completed my coding, I was able to 
analyze the little particulars in detail and determine a formal definition for them. While 
my original, working definition was largely accurate, it failed to take into account the 
illustrative element of little particulars, as well as the fact that little particulars can, on 
occasion, simultaneously function as plot points, as is the case with Edward’s ring in 
Sense and Sensibility and, arguably, some of the relational little particulars in Persuasion.  
Once this definition was finalized, I used my data to create visuals that would allow me 
to analyze the little particulars from other vantage points. These included figures 2-3 and 
10-11, which show the breakdown of little particulars in each novel in regards to number 
and category, as well as figures 5-8 and 13-16, which show the distribution of the little 
particulars throughout the novels generally and according to category. These tools and 
methodologies allowed me to complete a comparative analysis of the novels’ little 
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particulars, in addition to my specific readings of them in context, as seen in Sections 3 
and 4. In doing so, I was able to gain a more comprehensive knowledge of little 
particulars in regards to their meaning, function, and deployment in the novels.   
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Section 3: An Analysis of Sense and Sensibility 
 Sense and Sensibility was the first of Austen’s six novels to be published. It 
follows the Dashwood sisters, Elinor and Marianne, as they adjust to their new home 
upon losing their late father’s fortune. Due to the novel’s concern for wealth and its 
consequences for socialization, it was fitting that its two most prominent little particular 
categories were chattel and numerical, with 12 and 10 respectively, as evidenced by 
figures 1-3. This trend, as well as the novel’s tone, is set from the story’s onset, which 
finds John Dashwood promising his father to financially provide for his stepmother and 
sisters following the patriarch’s death. Despite his apparent sincerity in making this 
promise, it is soon revealed that John Dashwood is easily susceptible to persuasion, 
particularly from his wife, Fanny, who is determined to better her own station, even at the 
expense of others. Upon hearing of her husband’s promise to the late Mr. Dashwood, 
Fanny Dashwood begins a slow, subtle process of manipulation, in which she eventually 
induces John to cast-off the promise he made to his father by suggesting that they simply 
cannot afford to follow through on the agreement, despite their inheritance of the 
Dashwoods’ estate at Norland. Furthermore, Fanny convinces John that the Dashwoods 
have greater financial resources than was originally thought, and that his father asking 
him to provide assistance was unnecessary and inappropriate. During this discussion, 
Fanny draws comparisons between their possessions and those of Mrs. Dashwood and 
her daughters to bolster her argument and to assert John and herself as superior to them in 
light of their recent inheritance. This can be observed in the following discussion of Mrs. 
Dashwood’s breakfast china:  
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That is a material consideration undoubtedly. A valuable legacy indeed! 
And yet some of the plate would have been a very pleasant addition to our 
own stock here. 
Yes; and the set of breakfast china is twice as handsome as what belongs 
to this house. A great deal too handsome, in my opinion, for any place 
they can ever afford to live in. (12-13) 
Fanny’s concern for the breakfast china, specifically, constitutes the novel’s first little 
particular. While the china technically belongs to Mrs. Dashwood, Fanny’s obvious 
desire for it establishes the little particular’s character association. As such, it represents 
Fanny’s desire for perfection in the form of a more lavish, elite lifestyle that, despite her 
good fortune in inheriting Norland, she ultimately fails to obtain, due in part to her 
prejudices against the Dashwoods, which blind her to the “threat” that Lucy Steele 
presents to her brother(s)’ and their family’s reputation. Thus, despite the fact that Fanny 
and her husband are effectively appropriating the Dashwood’s home and livelihood, she 
is more aware of what she does not possess and, ultimately, will not have. In this way, 
Mrs. Dashwood’s breakfast china functions as a form of metonymy for Fanny and her 
insatiable greed. 
 Numerical little particulars, while not quite as prevalent as chattel little particulars 
in Sense and Sensibility, are also present towards the beginning of the novel. Chapter 2 
opens with a discussion of Mrs. Dashwood’s whereabouts and welfare following the 
death of her husband. In doing so, it characterizes her as naïve and unrealistic on many 
accounts, not least of which is finances in the wake of her husband’s death. Upon 
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reflecting on her stepson’s promise to his father, Mrs. Dashwood thinks the following: 
“She doubted the sincerity of this assurance no more than [John Dashwood] had doubted 
it himself, and she thought of it for her daughters’ sake with satisfaction, and though as 
for herself she was persuaded that a much smaller provision than 7000£, would support 
her in affluence” (14). The fact that 7000£ functions as any sort of benchmark for Mrs. 
Dashwood illustrates her naivety regarding her circumstances, as well as to the nature of 
her stepson and his spouse. Furthermore, it suggests an ignorance of the ways of the real 
world and the manner in which many people lived during the period. Thus, prior to 
observing Mrs. Dashwood’s unrealistic expectations regarding her expenses and new 
lifestyle upon her family’s relocation to Barton Cottage, this little particular summarizes 
her nature, giving the reader initial insight into the mechanics of her character.  
Sense and Sensibility is also notable for having several characters who have a 
relatively high concentration of little particulars that are strictly devoted to them, one of 
which is Mr. Willoughby, as evidenced by figures 2-3. Given the fact that little 
particulars function as illustrations of characters, it makes sense that a figure like Mr. 
Willoughby, who is not truthful about his past or his intentions and is, as a result, 
constantly in flux and under scrutiny within the novel, would have more little particulars 
to communicate these perceptual modifications. One such particular, which is also 
notable for being the novel’s only relational little particular, occurs following the 
Dashwood’s relocation to Norland, when their newfound acquaintances, including 
Colonel Brandon, Mrs. Jennings, and Sir Willoughby, meet for a social gathering. During 
dinner, it is stated that, “Willoughby took his usual place between the two elder Miss. 
Dashwoods” (65). Although a minor detail, this relation of the spatial dynamic between 
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Willoughby and the Dashwood sisters is significant, given the fact that this portion of the 
novel finds Elinor being suspicious of Willoughby and his intentions towards Marianne. 
Marianne, a true romantic, fails to see any cause for Elinor’s concern and, as a result, 
Willoughby represents a widening chasm in their relationship, which is only exacerbated 
later in the novel when Marianne refuses to disclose the nature of Willoughby’s departure 
from Devonshire. Thus, this little particular is an exemplifier of the impact of 
Willoughby and Marianne’s courtship on the relationship between Marianne and Elinor.  
While Willoughby, who has one of the highest concentrations of little particulars 
in the novel, is villainous, this correlation between wrongdoing and little particulars is not 
exclusive. Mrs. Jennings, while annoying and frivolous, is not remotely malevolent, yet 
also has a relatively significant number of little particulars linked to her. The first of this 
series occurs after the departure of Willoughby, when Mrs. Jennings invites Elinor and 
Marianne to travel to London with her in a thinly veiled attempt to find them husbands. 
After their journey to London, Mrs. Jennings is especially hospitable:  
. . . and Mrs. Jennings on her side treated them both with all possible 
kindness, was solicitous on every occasion for their ease and enjoyment, 
and only disturbed that she could not make them choose their own dinners 
at the inn, nor exhort a confession of their preferring salmon to cod, or 
boiled fowls to veal cutlets. (149) 
The Dashwoods’ journey to London with Mrs. Jennings represents a catalyst in their 
perception of and relationship with her. Instead of viewing her as a purely frivolous, 
meddlesome gossip, they begin to recognize her as a genuinely caring person who, 
despite her occasionally inappropriate behavior, has the best intentions for them. This 
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little particular, regarding Elinor and Marianne’s food preferences, is the first indicator of 
this perceptual shift, as it signals Mrs. Jennings’s concern for their happiness and 
comfort. This little particular is one among a pattern of details associated with Mrs. 
Jennings, all of which involve food and other indulgences, which is symptomatic of Mrs. 
Jennings’s caring demeanor. Through the abundance of little particulars connected to 
Mrs. Jennings, my original interpretation of little particulars was complicated, as she is a 
character who is inaccurately perceived within the novel, rather than intentionally 
misleading about her intentions, like Mr. Willoughby. As a result, I concluded that rather 
than little particulars being strictly associated with antagonists in Austen’s novels, they 
are, in fact, linked to characters who lack transparency or accurate representation or who 
undergo perceptual changes. Thus, Mrs. Jennings, a minor character by all accounts, has 
multiple little particulars associated with her to mark alterations in the Dashwoods’ 
impressions of her. This pattern is further supported by the fact that Edward, who is 
decidedly not a villain, also has a high number of little particulars associated with him, 
which mark the evolution of others’ impressions of him as his history with Lucy Steele 
becomes known.  
 While some characters necessitate multiple little particulars, others only require 
one or two to fully encompass their characters. Although this is frequently the case for 
more benevolent or insignificant figures, villainous or unlikable characters can also have 
a single little particular connected with them. This is the case for Robert Ferrars, the 
brother of Fanny and Edward, whom the reader is introduced when Elinor and Marianne 
venture out into London with Mrs. Jennings and arrive at a shop to find an unfamiliar 
gentleman giving an elaborate order for a toothpick case: 
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But the correctness of his eye, and the delicacy of his taste, proved to be 
beyond his politeness. He was giving orders for a toothpick-case for 
himself, and till its size, shape, and ornaments were determined, all of 
which after examining and debating for a quarter of an hour over every 
toothpick-case in the shop, were finally arranged by his own inventive 
fancy, he had no leisure to bestow any other attention on the two  
ladies. . . . 
At last the affair was decided. The ivory, the gold, and the pearls, all 
received their appointment, and the gentlemen having named the last day 
on which his existence could be continued without the possession of the 
toothpick-case, drew on his gloves with leisurely care, and . . . walked off 
with an happy air of real concern and affected indifference. (203-204)   
Once the Dashwoods are formally introduced to Robert at a later point in the novel, it 
becomes clear how pompous and unpleasant he is, as his personality aligns with that of 
his sister, Fanny. Fittingly, this little particular, which is the only one associated with 
Robert, also functions similarly to one of Fanny’s little particulars, the breakfast china, in 
that it summarizes his elitism and pretension. In this scene, Robert gives the utmost 
attention to the details of his toothpick case, which is intended to show his wealth and 
prominence. However, the amount of time and importance he invests in this order, as 
well as the fact that he is placing a special order for an item as insignificant as a toothpick 
case, speaks to his need to broadcast his wealth and social station. Furthermore, the fact 
that Robert invests as much time and money in such an ostentatious item is also 
indicative of Robert’s obliviousness to how others perceive him, as Elinor and Marianne 
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show obvious disdain for him. This transparency of character is integral to the 
deployment of Robert’s little particular, since he is only allotted one, which is more than 
satisfactory in communicating his character. This is also the case for characters like Mr. 
and Lady Middleton, who are presented accurately in the novel and do not require 
additional little particulars to enlighten the reader. Thus, little particular amount, in 
regards to character association, is almost wholly determined by the level of transparency 
a character possesses. As such, characters who are one-dimensional are likely to have 
fewer little particulars associated with them. 
 Collectively, the little particulars of Sense and Sensibility point to the novel’s 
thematic concerns and emphases by highlighting issues of social status and inequality 
through numerical figures and physical objects. The distribution of little particulars is 
also significant, given that they can be found throughout the novel, which illustrates the 
dynamism of these issues, as characters’ social stations continually shift, change, and are 
newly perceived. This is evident in figures 5-8, which show peaks in their distribution 
throughout the novel in Chapters 10, 12, 30, 33, 38 and 40, rather than just towards its 
beginning and middle.  
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Section 4: An Analysis of Persuasion 
 Due to its publication history, Persuasion is a somewhat polarizing work within 
Austen’s canon. While some critics, as referenced in Section 1, applaud the novel as a 
work of maturity and sophistication, others assess it as being unfinished and, 
consequently, unpolished (Harris 13-14). In her book, A Revolution Almost beyond 
Expression, Jocelyn Harris defends Persuasion against the latter group of scholars. Harris 
asserts that, through the frequent praise of Jane Austen’s style, she is “strip[ped] . . . of 
the historical, cultural, and literary contexts that might otherwise illuminate her novels” 
(11). She goes on to suggest that Austen’s knowledge of these contexts are made known 
through Austen’s use of detail or, as she refers to them, “contextual and intertextual 
references,” in Persuasion. Thus, Harris claims that rather than “flowing unconscious 
from [her] pen,” Austen’s texts were written with purpose and awareness in order to 
invoke desired contexts and effects (13). 
While I am less concerned than Harris with Austen’s worldliness, her framing of 
Austen’s use of detail in Persuasion as purposeful and strategic further validates the 
existence of little particulars, especially in regards to their typology in the novels. 
Although Persuasion and Sense and Sensibility boast similar proportions of little 
particulars in regards to category types and sheer numbers, they differ slightly in their 
dominant categories, as seen in Figures 2-3 and 10-11. Persuasion, like Sense and 
Sensibility, has an abundance of chattel little particulars, which is fitting given the natural 
alignment of objects with the function of little particulars, as well as the novel’s similar 
emphasis on the loss of wealth; however, the novel also boasts a significant number of 
relational little particulars. The latter are easily attributed to the novel’s protagonist, Anne 
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Elliot, and the alignment of the novel’s narration with her thoughts, ideas, and 
observations, as discussed in Section 1. However, because this category of little 
particulars is tied to relatively intangible gestures and interactions, they are harder to 
consistently notice and record. Thus, Harris’s argument regarding Austen’s purposeful 
inclusion of details to evoke certain ideas and effects further authenticates the existence 
and significance of relational little particulars.  
While relational little particulars are linked with Anne, chattel little particulars are 
frequently, though not exclusively, tied to Anne’s materialistic relatives – namely Sir 
Walter, Elizabeth, and Mary. This aspect of the novel’s little particulars is evident from 
the beginning, as the reader is introduced to Sir Walter engaged in his favorite activity: 
making entries in his baronetage book, in which he records the marriages and histories of 
his relatives:  
Sir Walter Elliot, of Kellynch Hall, in Somersetshire, was a man who, for 
his own amusement, never took up any book, but the Baronetage; there he 
found occupation for an idle hour, and conselation in a distressed one; . . . 
and there, if every other leaf were powerless, he could read his own 
history with an interest which never failed. (1) 
Soon after this little particular, it is said of Sir Walter that, “Vanity was the beginning and 
the end of Sir Walter Elliot’s character; vanity of person and of situation” (2). The 
baronetage is a fitting embodiment of Walter’s dominant trait, given that it provides him 
with the opportunity to record and revel in the ongoing affluence of his family. 
Furthermore, the act of recording these acts allows Walter to enjoy his family’s standing 
in a physical way, which is also indicative of his orientation towards the material rather 
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than the mental or intellectual. Thus, Sir Walter’s baronetage fully encompasses his 
character and his values and, as such, functions as a form of metonymy.  
Although Sir Walter’s little particulars are, on an individual basis, in keeping with 
the patterns I have established, he represents an anomaly due to the number of little 
particulars associated with him. Despite his transparency and one-dimensionality, Sir 
Walter has three little particulars attributed to him, all of which evoke his vanity. As 
such, this veers from the established correlation between little particulars and a lack of 
transparency, as Sir Walter is consistently portrayed as narcissistic throughout the novel.  
One possible explanation for this deviation from pattern can be found in Roland Barthes 
essay discussing the reality effect in his book, The Rustle of Language. In this essay, 
Barthes explores the function of extraneous detail, which leads him to his central 
question: “Is everything in the narrative significant, and if not, if insignificant stretches 
subsist in the narrative syntagm, what is ultimately, so to speak, the significance of this 
insignificance?” (143). Through his discussion of seemingly “useless detail,” Barthes 
concludes that for detail which appears to lack purpose or significance, 
. . . the real returns to it as a signified connotation; for just when these 
details are reputed to denote the real directly, all that they do – without 
saying so – is signify it; . . . in other words, the very absence of the 
signified, to the advantage of the referent alone, becomes the signifier of 
realism; the reality effect is produced . . . . (148)   
In other words, Barthes concludes that “useless detail” is not useless at all. Rather, it 
produces a sense of realism in texts. The same analysis can be applied to Sir Walter’s 
relative abundance of little particulars. Although the nature of Sir Walter’s character only 
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requires one little particular, the additional ones he receives serve to emphasize his 
vanity, producing a more accurate portrayal of his character. Furthermore, this emphasis 
can be justified by the fact that, despite his general lack of presence in the novel, Sir 
Walter acts as a propulsive agent within it. His decisions are what result in the Elliot 
family moving to Bath and renting their home at Kellynch Hall to Admiral Croft, which 
ultimately sets in motion the series of events that leads to the reunion of Anne and 
Captain Wentworth. Thus, the number of little particulars attributed to Sir Walter can be 
justified as a result of his significance to the plot and as an effort to accurately present his 
character. This reasoning could also be used when analyzing the little particulars 
associated with Mrs. Jennings who, like Sir Walter, has multiple, similar little particulars, 
despite her one-dimensionality and her status as a minor character. To an extent in both 
cases, Sir Walter and Mrs. Jennings represent people “who think so much of small 
matters [and] are [thus] inclined to think improperly of great matters” (Thompson 21). As 
a result of this tendency, both characters often make foolish decisions and statements that 
move the plot along, thus justifying, if not necessitating, the fullness of their portrayals, 
as evidenced by the number of little particulars both are given.  
 Sir Walter’s daughter, Mary, receives a similar treatment to that of her father, as 
she also has three little particulars attributed to her. Her central little particular can be 
found following Sir Walter and Elizabeth’s removal to Bath.  After they decide to rent 
out Kellynch Hall as a result of their financial troubles, it is determined that Anne will 
stay with her sister, Mary, in Uppercross. The reader is then given the following account 
of Mary’s character on the day that Anne arrives at her home:  
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Though better endowed than the elder sister [Elizabeth], Mary had not 
Anne’s understanding or temper. While well, and happy, and properly 
attended to, she had great good humour and excellent spirits; but any 
indisposition sunk her completely . . . and inheriting a considerable share 
of the Elliot self-importance, was very prone to add to every other distress 
that of fancying herself neglected and ill-used. In person, she was inferior 
to both sisters, and had, even in her look, only reached the dignity of being 
‘a fine girl.’ She was now lying on the faded sofa of the pretty little 
drawing room. The once elegant furniture of which had been gradually 
growing shabby. . . .” (32-33)  
Like Sir Walter, a chattel little particular is used to characterize Mary in the form of her 
“faded sofa.” As the novel continues, it becomes evident how dissatisfied Mary is with 
her life and marriage, due largely in part to her own neuroses and flaws. However, 
Mary’s dissatisfaction is also likely due to the potential she and her family held prior to 
her marriage, which, in conjunction with her own need for attention and sympathy, likely 
gave her unrealistic expectations for her future. This object also appropriately functions 
as a crutch on which Mary can enact her attention-seeking tendencies, as she can use it 
when she is feeling “neglected or ill-used.” Thus, the sofa is almost a perfect metonymy 
of Mary, given that it is an item that was once polished and fashionable, but has not aged 
well given time and use.  
 Although chattel little particulars are one of the most dominant categories in 
Persuasion, they are not used as frequently as relational little particulars, especially in 
regards to the Captain Wentworth character, given Anne’s frequent observation and 
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“reading” of him. For this reason, the following little particular holds great emphasis, as 
it represents one of two non-relational little particulars associated with Captain 
Wentworth. Furthermore, this example is one of the few instances in which a little 
particular is discussed for a relatively extended period of time (the other example being 
Robert Ferrars’s toothpick case in Sense and Sensibility and the “original” little particular 
discussed in Chapter 9 of Persuasion).  
 Once Anne is settled with her sister’s family, she and other members of the 
neighborhood, including the Musgroves and Captain Wentworth, frequently gather 
together for parties and trips across the countryside. On one such occasion, in which 
Charles Musgrove wishes to visit his aunt, Anne attempts to distance herself from Mary, 
who is characteristically carrying on about her fatigue, by getting a breath of fresh air. 
During her walk, Anne unintentionally happens upon a conversation between Captain 
Wentworth and Louisa Musgrove, in which the former compliments the latter and 
implicitly criticizes Anne’s past actions by making the following analogy: 
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It is the worst evil of too yielding and indecisive a character that no 
influence over it can be depended on. You are never sure of a good 
impression being durable; every body may sway it. Let those who would 
be happy be firm. Here is a nut,’ said [Wentworth], catching one down 
from an upper bough, ‘to exemplify: a beautiful glossy nut, which, blessed 
with original strength, has outlived all the storms of autumn. Not a 
puncture, not a weak spot anywhere. This nut,’ he continued, with playful 
solemnity, ‘while so many of his brethren have fallen and been trodden 
under foot, is still in possession of all happiness that a hazel nut can be 
supposed capable of. (78-79) 
Thus, the nut, though a chattel little particular in form, functions as an illustration of 
Anne and Wentworth’s past relationship on multiple accounts. First and foremost, it 
shows that Wentworth still cares for Anne, given his persisting frustration regarding her 
rejection of him eight years prior. Furthermore, it reminds Anne of the affection she held 
for him, as she is clearly upset by the implication of his speech and takes notice of his 
interest in her after Louisa mentions Anne’s refusal to marry Charles Musgrove following 
the dissolution of her engagement with Wentworth, as suggested by the statement, “She 
saw how her own character was considered by Captain Wentworth; and there had been 
just that degree of feeling and curiosity about her in his manner, which must give her 
extreme agitation” (80). Anne’s capacity to care for Wentworth is further indicated by 
this little particular given that it is still possible for her to imagine what being the subject 
of such a favorable speech from Wentworth would feel like: “It would have surprized 
Anne if Louisa could have readily answered such a speech – words of such interest, 
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spoken with such serious warmth! She could imagine what Louisa was feeling” (79). 
Thus, in this novel, it is fitting that even a chattel little particular such as this would be 
used for the exploration of its characters’ intangible feelings and social entanglements, 
given its entrenchment in their psychological and relational facets.  
 Although the discussion of Persuasion has, up until now, centered on chattel little 
particulars and the physical, the little particulars that are more frequently used are 
relational. This is significant given that they are all deployed in response to the 
relationship between Anne and Wentworth, despite the fact that, for the majority of the 
novel, they do not explicitly interact. As such, little particulars function as markers of 
Anne and Wentworth’s past intimacy and Anne’s ongoing knowledge and awareness of 
his personality, as she is capable of reading many of his nonverbal gestures and 
expressions. Furthermore, it is through these details that Anne is able to determine that 
Wentworth still cares for her, as seen in the little particular found in Chapter 9 of 
Persuasion in which he relieves her of her nephew. However, many of the relational little 
particulars function as residue of their past relationship, as Anne is the only person 
observant and knowledgeable enough to notice many of Wentworth’s more telling 
mannerisms. This is evident when, upon meeting the Musgrove family, Captain 
Wentworth is told of the death of their son, Richard. Mrs. Musgrove is quite emotional 
over his death, despite the social context in which she finds herself and the fact that her 
son was, as implied by the novel, not an especially popular member of their family or his 
ship. This was due, in part, to Richard’s idleness or ineffectualness, as suggested by 
Captain Wentworth’s reaction to Mrs. Mugrove’s lamentation. Wentworth’s reaction is 
noted by Anne, who recognizes his facial mannerisms during this conversation:  
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There was a momentary expression in Captain Wentworth’s face at this 
speech, a certain glance of his bright eye, and curl of his handsome mouth, 
which convinced Anne, that instead of sharing in Mrs. Musgrove’s kind 
wishes, as to her son, he had probably been at some pains to get rid of 
him; but it was too transient an indulgence of self-amusement to be 
detected by any who understood him less than herself. (60) 
In this excerpt, the little particular Anne ascertains is not even a facial expression. Rather 
it is the slight modification of his eyes and mouth, which suggests an intimate and 
comprehensive knowledge of his body language and personality. The fact that the 
narrator also recognizes that Anne is the only one capable of noticing and interpreting 
this little particular, due to her awareness of Wentworth and her own powers of 
observation, is also significant, as it gives a true representation of Anne’s character and 
her relationship with Wentworth. Furthermore, the little particular’s placement in the 
novel is also meaningful, in that it occurs before Wentworth’s actions in Chapter 9, which 
is the first time that he shows he still, in some capacity, cares for Anne. Thus, Anne’s 
knowledge of Wentworth in this scene is an early indicator of the residual intimacy from 
their past relationship, which foreshadows the potential for their reunion. 
 Persuasion’s little particulars and their deployment also align with the findings of 
Section 3 in regards to character association and, to some degree, their distribution within 
the novel. In regards to the former, Captain Wentworth and Anne have the most little 
particulars linked to them, with 12 and 10 respectively. This is obviously a result of the 
prevalence of relational little particulars in the novel, which are only connected with 
them. However, it also further supports the correlation between transparency and little 
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particulars. As such, this data can be interpreted as a result of the lack of communication 
and honesty between Captain Wentworth and Anne for much of the novel, which forces 
Anne to “read” the little particulars in order to have any understanding of him or their 
relationship. Thus, the lack of transparency between Captain Wentworth and Anne results 
in their abundance of little particulars, which function as benchmarks within their 
relationship, marking their growing intimacy.  
 Persuasion does, however, present one minor challenge to the correlation between 
transparency and little particulars in the form of Mr. Elliot, a cousin of the Elliot family 
and the would-be benefactor of their estate. Mr. Elliot is revealed to be highly 
manipulative by Mrs. Smith, yet he, at least in my research, completely lacks little 
particulars. Although this presents an inconsistency to my theory, it could also be 
explained by Anne and the novel’s orientation towards the observation of Captain 
Wentworth, which results in a disproportionate amount of attention paid to other 
characters, particularly those that are less frequently present, such as Mr. Elliot. As such, 
Mr. Elliot represents one of the few underdeveloped major characters in Persuasion, if 
not all of Austen’s novels.  
 This novel also builds upon my reading of Sense and Sensibility’s distribution of 
little particulars, as seen in figures 5-8. Like Sense and Sensibility, Persuasion had 
several peaks in regards to its little particulars’ pattern of deployment, as seen in figures 
13-16. However, unlike the former, Persuasion appears to have a more organized 
structure, as it has one centralized peak in Chapter 10 in the middle of the novel and is 
bookended by smaller peaks on either side. Thus, Persuasion, while similar to Sense and 
Sensibility in many ways in the matter of little particulars, is more cleanly organized.  
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Section 5: Conclusion 
 In her book, English Women Writers, Julia Kavanagh approaches the writings of 
Jane Austen from the standpoint of a reader, rather than a literary critic. In doing so, she 
offers the following comment: 
Two qualities are required to write a good book: to know what to say and 
what to withhold. [Austen] had the latter gift, one which is rarely 
appreciated: it seems so natural not to say more than is needed! In this 
respect, she must have exercised great judgment, or possessed great tact, 
since her very qualities are those that lead to minuteness. (177) 
Through her discussion of Austen, Kavanagh suggests that Austen was a master of 
selection by only including what she deemed necessary or most effective, despite the fact 
that her observational style and her realistic subject matter could have led her to be highly 
descriptive. As a result, Kavanagh implicitly suggests that the details that did make the 
cut were put there with intention and purpose. This understanding of Austen’s work and 
use of detail has been shared by many critics, including Henry James who, in a letter, told 
of a friend who recognized Austen’s rare use of description as meaningful and was, 
consequently, inspired to action: “A friend of mine in England went to see the ‘Cobb’ at 
Lynn because in Persuasion it had inspired Miss. A. with the unprecedented impulse of 
several lines of description” (180). Thus, readers and critics of Austen have long 
recognized her use of detail as significant.  
 Although my methodology is modern, I share in this understanding of Austen’s 
use of description, as I understand the little particulars in her work to be a product of 
thought and strategy – a conclusion I arrived at through a comparative analysis of Sense 
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and Sensibility and Persuasion. This comparative analysis was largely accomplished 
through my production and reading of figures 1-16, which elicited several conclusions.   
 One of the earliest deductions I made was that, in the case of each novel, there is a 
dominant category of little particulars that is indicative of its main thematic concerns. 
This is made obvious by figures 2-3 and 10-11, which show a disproportionate amount of 
chattel and numerical little particulars in Sense and Sensibility and chattel and relational 
little particulars in Persuasion. The commonality of chattel little particulars in both 
novels is likely multifaceted. In the most general sense, objects can be used for a variety 
of purposes and to convey a multitude of ideas. Their versatility is likely why they tend to 
function as a “standard” little particular. Furthermore, both novels are, like much of 
Austen’s work, concerned with wealth and social status. As such, chattel little particulars 
can be used to convey Austen’s commentary on these matters. The two miscellaneous 
categories for each novel seem to explore each novel’s subject matter and style more 
specifically. For example, Sense and Sensibility’s other dominant category of little 
particulars is numerical, which is reflective of the specific and tangible notion of fortune, 
or a lack there of, which plays an important role in the novel. Thus, numerical little 
particulars ground the novel’s theme of wealth in specific figures, providing Austen with 
platforms from which she can compare and analyze characters in regards to their wealth, 
lifestyle, and degree of privilege.  
Although Persuasion is also concerned with the notion of fortune, as it encounters 
the Elliot family in a time of financial instability, it is more greatly oriented around the 
concept of observation and relationships. As a result, Persuasion’s most prominent 
category is relational little particulars, which necessitates observation on the part of Anne 
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for their constitution, while also serving as a means of exploration for her relationship 
with Captain Wentworth. Thus, this research appears to suggest that Austen’s novels 
have two predominant categories of detail, one of which is more specialized to reflect the 
work’s specific style and content.  
 Furthermore, the very existence of little particulars is indicated by their contextual 
consistency.  For instance, I found that little particulars have generally consistent 
correlations in regards to their location and function. One manifestation of this 
correlation was the fact that little particulars are most commonly found in the middle 
portions of a novel in a mixed textual style. They also frequently occur alongside a 
change in space or with the introduction of a character. The type of character they are 
linked to is also quite specific, as more little particulars are deployed in the service of 
characters who undergo changes throughout the novels (e.g., Mrs. Jennings) and thus 
necessitate little particulars to mark their new identities or reputations, or for those who 
lack transparency, for whom little particulars are used to record revelations and make 
sense of new information. This correlation also presents an opportunity for further 
inquiry, as it could mean that for all characters of whom readers are encouraged to be 
suspicious in Austen’s works, such as Willoughby in Sense and Sensibility or even 
Wickham in Pride and Prejudice, a reader could anticipate little particulars arising 
alongside their characters. 
Another of my inquiries regarding little particulars concerned their deployment 
throughout the novels. Although a specific or quantitative pattern was not evident, figures 
5-8 and 13-16, suggest a more general structure. For instance, figures 13 and 14 indicate 
that Persuasion has a more organized deployment of little particulars than Sense and 
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Sensibility, as they are more evenly concentrated in the novel’s middle sections, forming 
one distinct, central peak, while the little particulars in Sense and Sensibility fluctuate 
throughout the novel, forming a variety of fluctuations that are less extreme. This is likely 
due, in part, to the fact that a rise in little particulars indicates action within a novel, as 
suggested by the correlation between little particulars and a change in space or the 
introduction of a character. As such, Sense and Sensibility would, presumably, have more 
widely distributed particulars due to the fact that it has more “events” than Persuasion. 
For example, Chapter 33 of Sense and Sensibility includes 3 little particulars, which is the 
novel’s highest peak. This chapter comes at a time of flux in the novel, as it becomes 
known that Mr. Willoughby is engaged to Mrs. Grey, effectively negating his relationship 
with Marianne. Furthermore, characters are introduced (Robert Ferrars) and reappear 
(John and Fanny Dashwood). Thus, this chapter includes little particulars in order to 
account for and mark these shifts.  
This pattern also works conversely, as inactivity in the novels tends to result in a 
dwindling number of little particulars, forming valleys in figures 5-8 and 13-16. This is 
evident in Chapters 4-5 in Sense and Sensibility, in which preparations are made for Mrs. 
Dashwood and her daughters to move to Barton Cottage, though little specific action is 
actually taken, and in Chapter 6 of Persuasion, in which Anne settles in with her sister’s 
family at Uppercross. Thus, these figures indicate where the extremes occur and why. 
Conversely, Persuasion has the most little particulars towards its middle chapters, as 
Anne reencounters Wentworth and realizes that they still care for each other, whereas 
Sense and Sensibility’s irregular little particulars reflect the variety of changes the 
protagonists undergo in regards to space and their interactions with others (e.g., the 
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Dashwoods’ move to Norland, Elinor and Marianne’s journey to London, Mr. 
Willoughby’s engagement, etc.). 
Despite the alignment of the novels’ plots with the distribution of their little 
particulars, I cannot wholly account for the distinction between the two with my data. 
Rather, I assert that Austen’s use of little particulars, both in regards to their organization 
and typology, as relational little particulars tend to be more complex than the other 
categories, points to a more sophisticated and purposeful application in Persuasion. This 
is indicated by the fact that Persuasion seems to have more regular and centralized peaks, 
rather than the disorganized and sporadic timelines that reflect the deployment of little 
particulars in Sense and Sensibility in figures 5-8. In addition to the support contributed 
by my data, this assertion is also bolstered by the fact that Persuasion was composed 
towards the end of Austen’s life, which would have presumably found her at her most 
skilled, mature, and decisive as a writer. This assertion is further supported by the 
discrepancies in figures 4 and 12, which illustrate the number of little particulars 
associated with different characters. Persuasion’s visual, figure 12, appears extremely 
organized and reflective of the novel it represents, as there are two characters with a high 
number of little particulars attributed to them (Anne and Wentworth). On the other hand, 
figure 5, which illustrates the little particulars in Sense and Sensibility, has four 
characters with a “high” number of little particulars. However, there is much less 
distinction between the characters with a “high” number of little particulars and those 
with a low number in figure 5, in comparison to the same groups in Figure 12. 
Furthermore, the characters attributed the most significance in figure 5, while 
understandable on a case-by-case basis, make little sense in relation to one another. For 
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example, Edward has the most little particulars, which mark revelations about his 
relationship with Lucy Steele and his financial reclassification following the loss of his 
inheritance. However, Willoughby also has four little particulars, though he, arguably, is 
much more dubious and exhibits much less transparency than Edward. Lastly, Mrs. 
Jennings also has four little particulars, though they mark a perceptual shift as the 
Dashwood sisters come to realize the inaccuracy of their original assessments of her.  
Thus, this figure shows the inconsistency in Sense and Sensibility, as characters of 
varying function and importance have little particulars attributed to them for a variety of 
reasons. Meanwhile, the characters with the most little particulars in figure 12 are Anne 
and Wentworth, which is fitting given their centrality in Persuasion and the common 
connection they share as a result of the novel’s little particulars. Thus, the distribution of 
little particulars throughout both novels and among their characters, indicate a more 
organized, sophisticated style by Austen in the latter part of her career.  
 Collectively, all of these consistent correlations regarding the location and context 
of little particulars suggest a level of predictability about them. This quality, in 
conjunction with the evolution of Austen’s employment of little particulars between the 
publications of Sense and Sensibility and Persuasion, seems to suggest a level of 
intentionality in their inclusion, an assertion shared by Jocelyn Harris, among other 
Austen scholars. Thus, while Austen’s writing lacks the detail frequently, if unfairly, 
expected of realist authors, the deployment of little particulars in both Sense and 
Sensibility and Persuasion further supports the claim that she was highly cognizant of 
and intentional, if not strategic, in her use of detail.  
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 Aside from the implications of my research on the scholarly discourse regarding 
Austen, it also functions as a case study for the potential role of the digital humanities in 
literary study and the humanities more broadly. While the states of the humanities and the 
study of literature continue to be hotly contested, it is undeniable that both are currently 
on a precipice of sorts, if not in complete flux. Luke Waltzer contributes to the discourse 
surrounding the issues humanistic study has faced in recent decades:  
In moments of general fiscal austerity, class sizes in the humanities have 
risen, departments and programs have been threatened or eliminated, and 
searches for open faculty positions have been abandoned. Even in times of 
stable budgets, tenure-track positions have remained elusive, and 
resources available to those scholars doing work in the humanities have 
been scarce.  
Waltzer goes on to position the digital humanities as a potential salve for these issues, 
writing, “More so than just about any other subfield, the digital humanities possess the 
capability to invigorate humanities instruction in higher education and to reassert how the 
humanities can help us understand and shape the world around us.” Although Waltzer’s 
claims are controversial, it is practically undeniable that there is a chasm of sorts 
developing between the methodologies utilized in the humanities and the ongoing 
development of technology. While there is, of course, nothing inherently wrong with the 
current approaches utilized in the humanities or literary study, they are not without their 
limitations, as they tend to be narrow and specialized in scope and biased towards 
qualitative ideas and information. The resources and approaches of the digital humanities 
can work as a supplement for literary scholars, expanding upon their research by allowing 
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them to approach it from other angles and perspectives. However, this distinction 
between the values and approaches of literary study and the digital humanities has also 
been framed as another example of the incompatibility of the two, as the latter is thought 
to “take the ‘human’ out of literary study” (Clement). However, Tanya Clement refutes 
this suggestion by citing the “[deep] entrench[ment]” of the digital humanities in 
“humanist inquiry.” This was true of my utilization of digital methodologies, which 
allowed me to diversify my analysis of Jane Austen’s use of detail in her first and last 
published novels. Thus, rather than solely engaging in a more traditional form of literary 
research by completing a close reading or dong a more abstract overview of her writing 
through data collection, I integrated both methodologies. In doing so, I gained a broader 
perspective of Austen’s application of “little particulars” through their coding and 
visualizations, while still having a specific understanding of them in context through my 
close text analyses. Thus, my research suggests one possible role of the digital humanities 
in regards to literary study, in which the former could operate as an additional research 
approach to be integrated with and used alongside classical methods, allowing scholars to 
expand upon and diversify their analyses, which would lead to a wealth of new 
scholarship and information in the field. 
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Appendix: 
Sense and Sensibility Chapter Overview: 
 
Volume 1: Chapter 1 Death of Mr. Henry Dashwood; John Dashwood inherits 
Norland.  
                  Chapter 2 Mr. and Mrs. John Dashwood withdraw their promised financial 
assistance to Mrs. Dashwood and daughters.  
Chapter 3 Edward Ferrars arrives at Norland.  
Chapter 4 Growing attachment between Elinor and Edward; Decision 
made to move to Barton Cottage.  
Chapter 5 Preparations for move underway.  
Chapter 6 Arrival at Barton Cottage; Introduced to the Middletons.  
Chapter 7 Dashwoods dine at Barton Park with Middletons, Mrs. Jennings, 
and Colonel Brandon.  
Chapter 8 Notion of the pairing of Colonel Brandon and Marianne 
introduced; Concerns over Edward’s absence voiced.  
Chapter 9 Marianne sprains ankle and meets Sir Willoughby.  
Chapter 10 Willoughby calls on the Dashwoods; Initial tensions between 
Willoughby and Colonel Brandon introduced.  
Chapter 11 Elinor’s disapproval of Marianne and Willoughby’s relationship 
intensifies.  
Chapter 12 Continued escalation of Willoughby and Marianne’s 
relationship.  
Chapter 13 Failed excursion to Whitwell; Marianne and Willoughby visit 
his estate at Allenham 
Chapter 14 Discussion of Colonel Brandon’s departure from Devonshire; 
Marianne and Willoughby arrange private meeting (seen in 
Chapter 15).  
Chapter 15 Willoughby’s sudden departure from Devonshire; Elinor voices 
her suspicions regarding Willoughby.  
Chapter 16 Edward arrives at Barton Cottage.  
Chapter 17 Initial reunion between Edward and the Dashwoods.  
Chapter 18 Elinor takes notice of Edward’s poor disposition.  
Chapter 19 Departure of Edward; Introduction of the Palmers.  
Chapter 20 Dinner party held at Barton Park with Mrs. Jennings, the 
Middletons, and the Palmers.  
Chapter 21 Dashwoods introduced to the Miss Steeles.  
Chapter 22 Elinor learns of Lucy Steele and Edward’s engagement.  
Volume 2: Chapter 23 Elinor ruminates on Edward and Lucy’s engagement.  
Chapter 24 Elinor and Lucy further discuss the latter’s relationship with 
Edward.  
Chapter 25 Elinor and Marianne are invited to London by Mrs. Jennings.  
Chapter 26 Elinor and Marianne arrive in London; The latter awaits word 
from Willoughby.  
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Chapter 27 Marianne waits to reunite with Willoughby; Colonel Brandon 
seeks confirmation of her and Willoughby’s engagement.  
Chapter 28 Elinor and Marianne attend a party and discover Willoughby is 
engaged.  
Chapter 29 Marianne receives letter from Willoughby and finally reveals 
what had come to pass between them; She resolves to return to 
Barton Cottage.  
Chapter 30 Willoughby’s engagement to Mrs. Grey is confirmed.  
Chapter 31 Colonel Brandon reveals his past romantic history and 
Willoughby’s misdeeds.  
Chapter 32 Marianne learns of Willoughby’s past and that he has married 
Miss Grey; The Steeles arrive in London.  
Chapter 33 Unofficial introduction to Robert Ferrars in shop; John and 
Fanny Dashwood arrive in London. 
Chapter 34 Fanny hosts dinner party; Elinor meets Mrs. Ferrars.  
Chapter 35 Elinor’s poor impression of Mrs. Ferrars and Lucy Steele is 
sealed, following the dinner party.  
Chapter 36 Mrs. Palmer gives birth to a son; Fanny invites the Steeles to 
stay with her in London instead of Elinor and Marianne.  
Volume 3: Chapter 37 Edward and Lucy’s engagement becomes public, and he loses 
his inheritance; Elinor reveals to Marianne that she has known 
of the engagement for several months.  
Chapter 38 Elinor learns that Edward refuses to break his engagement; The 
Ferrars’ inheritance is transferred to Robert Ferrars.  
Chapter 39 Elinor and Marianne arrange to leave London with the Palmers; 
Colonel Brandon helps secure Edward a livelihood.  
Chapter 40 Edward visits Elinor and learns of Colonel Brandon’s offer.  
Chapter 41 Elinor visits John and Fanny Dashwood.  
Chapter 42 Elinor and Marianne depart London and briefly stay with the 
Palmers; Marianne becomes ill.  
Chapter 43 Mrs. Dashwood is sent for, although Marianne begins to 
recover; Willoughby arrives.  
Chapter 44 Willoughby offers an apology and explanation for his previous 
conduct.  
Chapter 45 Mrs. Dashwood arrives and reveals that Colonel Brandon has 
confessed to her his affections for Marianne.  
Chapter 46 The Dashwoods return to Barton Cottage; Marianne recovers; 
Elinor reveals Willoughby’s apology/explanation to Marianne.  
Chapter 47 The wedding announcement of Lucy and “Mr. Ferrars” is made.  
Chapter 48 Edward arrives at Barton Cottage, and it is revealed that Lucy 
and Robert are now married.  
Chapter 49 Edward proposes to Elinor and explains how he came to be 
engaged to Lucy. Colonel Brandon visits with Marianne.  
Chapter 50 Mrs. Ferrars forgives Edward; Edward and Elinor are married, 
as are Marianne and Colonel Brandon.  
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Sense and Sensibility Little Particulars Spreadsheet 
 
 
 
Figure 1. Sense and Sensibility’s Little Particulars. A larger version of this spreadsheet can be found at 
https://littleparticulars.web.unc.edu. 
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Sense and Sensibility Visuals: 
 
Figure 2. Proportion of little particular categories in Sense and Sensibility.  
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Figure 3. Proportion of little particular categories in Sense and Sensibility. 
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Figure 4. Concentration of little particulars among characters in Sense and Sensibility.   
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Figure 5. Shows general distribution of little particulars throughout Sense and Sensibility.  
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Figure 6. Shows general distribution of little particulars throughout Sense and Sensibility.  
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Figure 7. Distribution of little particulars according to category in Sense and Sensibility.   
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Figure 8. Distribution of little particulars according to category in Sense and Sensibility. 
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Persuasion Chapter Overview: 
 
Chapter 1 Introduced to Sir Walter Elliot and his family; Walter’s poor 
finances are made known.  
Chapter 2 Lady Russell organizes plan to address the Elliots’ debt; It is 
decided that Kellynch Hall will be rented, while the Elliots move 
to Bath. 
Chapter 3 The group discusses the merits of the Navy, and it is decided that 
Admiral Croft and his wife will be the tenants of Kellynch.  
Chapter 4 Anne reflects on her past engagement with Captain Wentworth, 
Admiral Croft’s brother-in-law, and the means by which she was 
persuaded not to marry him.  
Chapter 5  Admiral Croft and his wife arrive to view Kellynch; Mary asks 
Anne to stay with her before leaving for Bath; The Musgrove 
family is introduced.  
Chapter 6 Anne settles in with Mary and the Musgroves; It is announced 
that Captain Wentworth will soon visit his sister and brother-in-
law.  
Chapter 7 Captain Wentworth arrives; Anne avoids seeing him until he calls 
on Mary; It is revealed that he has not yet forgiven Anne for the 
dissolution of their engagement. 
Chapter 8 Everyone comes together for dinner; Captain Wentworth recounts 
his time in the army; The two Miss Musgroves take a liking to 
Wentworth.  
Chapter 9 Charles Hayter, a suitor of Henrietta Musgrove, is introduced; 
Wentworth assists Anne with her nephew.   
Chapter 10 Anne, Wentworth, etc. go on a walk to Winthrop; Anne overhears 
a conversation between Louisa Musgrove and Captain Winthrop. 
Chapter 11 The same group travels to Lyme; The Harvilles and Captain 
Benwick are introduced.  
Chapter 12 Mr. Elliot, the heir to Walter Elliot’s estate is introduced; Louisa 
suffers a fall; Anne and Wentworth must return and break the 
news to the Musgroves.  
Chapter 13 Louisa begins to recover; Anne decides to begin her stay with 
Lady Russell, and they visit the Crofts at Kellynch Hall.  
Chapter 14 Charles and Mary return from Lyme; Benwick is said to be 
romantically interested in Louisa; Anne learns that Mr. Elliot is 
now on good terms with Sir Walter; She and Lady Russell leave 
for Bath.  
Chapter 15 Anne is welcomed into her family’s home in Bath; Anne becomes 
suspicious of Mr. Elliot’s sudden appearance; He later shows 
interest in her.  
Chapter 16 Sir Walter makes amends with his cousin, Lady Dalrymple.  
Chapter 17 Anne visits her friend, Mrs. Smith; It becomes apparent that Mr. 
Elliot is courting Anne, though she remains suspicious of him.  
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Chapter 18 The Crofts arrive in Bath; News arrives that Louisa and Captain 
Benwick are engaged. 
Chapter 19 Captain Wentworth arrives in Bath, though Elizabeth, Lady 
Russell, etc. will not acknowledge him.  
Chapter 20 Sir Walter, etc. finally acknowledge Wentworth at a concert in 
Bath; Mr. Elliot insinuates that he would like to marry Anne; It 
soon becomes evident that Captain Wentworth is jealous of Mr. 
Elliot.  
Chapter 21 Mrs. Smith reveals Mr. Elliot’s true motives and character, as he 
hopes to marry Anne and inherit Kellynch Hall to become a 
baronet.  
Chapter 22 Some of the Musgroves arrive in Bath, and Sir Walter and 
Elizabeth plan a party for the following evening.  
Chapter 23 Anne and Captain Wentworth reveal their love to each other.  
Chapter 24 Anne and Captain Wentworth become engaged.  
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Persuasion Little Particulars Spreadsheet: 
 
Figure 9. Persuasion’s Little Particulars. A larger version of this spreadsheet can be found at 
https://littleparticulars.web.unc.edu. 
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Persuasion Visuals: 
 
Figure 10.  Proportion of little particular categories in Persuasion. 
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Figure 11. Proportion of little particular categories in Persuasion.   
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Figure 12. Concentration of little particulars among characters in Persuasion.   
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Figure 13. Shows general distribution of little particulars throughout Persuasion. 
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Figure 14. Shows general distribution of little particulars throughout Persuasion. 
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Figure 15. Distribution of little particulars according to category in Persuasion.   
 
 62 
 
 
Figure 16. Distribution of little particulars according to category in Persuasion.  
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